
VIJAYANAGAR - A SEAT OF MUSIC 

(Miss L. Isaac, Ph.D. Dept, of Indian Music) 

• The 14th, 15th and 16th Centuries saw the birth and the triu- 
mphant growth of the Vijayanagar empire, an empire which contri- 
buted abundantly to the development of Religion, Literature, Art 
and Politics. In the development of all these varied spheres, its 
Emperors contributed much of their time, energy and wealth. An 
interesting and instructive story of Religion, Literature, Art and 
Political thought of this empire-nay of any empire-can be written 
intelligdly only of it is built on the solid foundation of chronologi- 
cal data, provided by dynastic History, which alone can furnish 
such details. In addition to this, other sources like, the writings 
of some of her Kings, the chronicles left by foreign travellers like 
Paes, Nunez and Saletore, and last but not least the evidences still 
found in her temples and other archeological remains, bear witness 
to the glorious days of the Vijayanagar empire, -v-’* ■<, 


The whole of India, South of the Vindhyas including Malabar- 
fell into the hands of the Mussalmans, somewhere about the year 
1336 A.D., aud many garrisons were set up in important places like 
Madurai. The invasions of Muhammad Bin Tuglak aDd the 
troubles caused by chieftains of other small states, created a feeling 
of unity between the Hindus of the South and it was this which in 
the end resulted in the founding of the Vijayanagar empire. It was 
at this time about 1336 A.D. that this new kingdom came into 
existance as a saviour of Hinduism. The great task of establishing 
a new empue fell to the lot of Harihara I and his four brothers 
whose chief aim was to check the onslaught of Islam. He and his 
brothers and successors ruled all the territory South of the Tung a 
badra river and for nearly 300 years saved the Hindu dharma in all 
the area from ruin. Harihara I and his brothers Kempa, Bukka, 
Marappa and Muddappa, expanded the empire far down to Madurai 
in the South. Within ten years after the foundation of the King- 
dom, a considerable portion of the southern peninsula was conqu- 
ered by Harihara I, his brothers and generals. This is testified by 
various stone inscriptions of Harihara I in various parts of thfe 
country. 
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After setting up the empire on a firm basis, Harihara I (A-D. 
1336-1343), Bukka 1 (A.D, 1343—1379), and Harihara II (A.D. 
1379 — 1799) turned their attention to the revival of Hindu dbarma 
■with the help of Vidyatirta, the head of the monastry at Sringeri. 
This great vedic teacher collected round him many disciples among 
■whom was Bharati Tirta, who was the virtual head of the Sringeri 
>autt under Vidyatirta, Vidyatirta and his disciples Bharatitirta 
and Vidyaranya, in addition to their literary and religious activities, 
also helped the early Vijayanagar kings with their advice, in their 
government of the people. Harihara I made gifts of land to the 
mutta at Sringeri. Bukka I visited the mutta in A.D. 1356 and 
paid respects to Vidyatirta, whom he considered to be his guru. 
Harihara is said to have acquired the empire of knowledge unattai- 
nable'by the grace of Vidyaranya. 

Vidyaranya, the most important figure in the political and rel- 
gious spheres of the Vijayanagar empire, was the son of Sarangi- 
pani and came from Bailaranya. He was born about 1268 or 1296 
A.D. He was ordained as a sanyasi in A.D. 1331 and was known 
as Vidyarapya after that. Before his initiation he was known as 
Madhava. He lived till 1386. His guru was Vidyasankara, who 
occupied the guru pita of the advaita mata at Sringeri. Vidyarapya 
became not only the spiritual preceptor, but was also the minister 
under Bukka I and other early Vijayanagar kings. He had such a 
wide knowledge of the Vedas and VedangSs, that it was believed 
that there was none to compare with him in this. 

Music is believed to have been derived from the Samav«Ja by 
Brahma and through many long centuries it developed into a highly 
scientific system through the labours of many eminent writers. 
Even before the Natya Sastra was written by Bharata, there existed 
in the South an independent system of music. Bharata. himself says 
that the region where this system existed lay between the Vindhyas 
and the ocean in the South. The system propounded by Bharata 
developed steadily from the second century to the fifteenth century 
A.D. In Vijayanagar the impetus for the growth of music was given 
by her rulers, who were deeply devoted to the art. Many of them 
were themselves well versed in the art. The earliest work to be 
written in this empire was the Sanglta Sara of Vidyaranya. 


(Mysore archaeological report for 1916 p. 58.) 
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To the music World, Vidyarapya was famed not only for his 
deep erudition of the Vedas, and vtdangas, but he was also a great 
musicologist and musician. He has left important landmarks in the 
science of music in his work, the " Sanglta Sara." There is no 
doubt about the writing and existance of this work, but the labours 
of scholars have not been fruitful so far, in bringing it to light. 
Had it not been for the references made to it by Govinda Dikhitar 
in his" Sanglta Sudhi," we would not possess even the little 
knowledge we have of him and his work. Govinda Dikshitar 
writing the work under the name of his patron and master Raghu- 
nalha Naik of Tanjore, expresses his indebtedness to Vidyarapya in 
• the following words. 

which means, <■ after consulting the Sangtta Sara written by the 
holy Vidyarapya.” 

That the writer of the “ Sanglta Sudha" is Govida Dikshita is 
evidenced by his son Vcnkatamakhi in his Chaturdandi- 
prakfisika." The nitla and raga chapters of the Sudha have 

become very valuable in the History of music and in the devcloo 
m.nt of the melapaddadhi, and rigas. This treatise throws much 
light on the Sangria Sara written by Vidyurapya, the versatile 
minister of Bukka.I. It is a unique fact that the authors of these 
two works were both great scholars and musicians and also the 
ministers of eminent rulers, one ofTanjore and the other of Vijav 
nagar. The loss of the great work, has been made up in a verv 
small way by Govinda Dikshitar’ wbo having bad access to it 
refers to the learned author and his work and theories Fortuna’ 

authenticity. ““ "" 8 '' y f '°“ “■ lhus P'»vi„g itn 

mrm“°mtu‘ D , l i !hi ' ar ^ h " P ' d ,0 fact tha, the 

term mjla, m the sense, with which we use it now, came into use 
as early as the 14th Century A. D. Vidhj.ranya is perhaps the 
Hist musicologist to bring into vogue the terms mela and janya 
and his mention of the fifte.-o mflas and their janyas resulted T' 
gradual driappcara.cc of earlier Cassation of 7/gt i e £ 
dramas and mnrehanas of Bharata, the Margi ,ag, s and the p„£ 
apra.iddb.and Adhunaprasiddha ragas of SSrngadeva. This new 
class, lica, ion mto melas and janyas, in o.her word, geni^nd 
specie, brought into its fold all (be possible varieties of rigas. 


‘Sangita Sudha-Ch II V-403. 
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Vidyarapyas melas are fifteen in number. They are Nattaraga, 
Gurjari, Varati, Srirhga, Bhairavi, Sankarhbharana, Vasantabhai- 
ravi, Samantamela, Kambhodi, Mukhari, Suddharamakriya, 
Kedaragaula, Hijjuji and Desakshi. The Jakshanas of these 
fifteen and their fifty janyas are also quoted by Govinda Dikshitar. 
For example, Nattaraga, he says has sa, pa and maassuddha 
svaras, ri and da as shatsruti, ga and ni as antara and kakali. Sa is 
graha, nyasa, amsa, and also vadi svara. Pa is samvadi, ga andni 
are anuvadis and ri and da are vivadis. This raga is the same as 
the modern Nata.* 

The melas of Vidyhranya, present certain interesting and 
important facts. From the description of Nata, we may conclude 
that the sixteen svara names have been taken into account, using 
three rishabhas, three gandharas, two madhyamas, three dhai- 
vatas and three nishadas Sa and pa have no varieties The same 
number and varieties of svaras are seen in Venketamakhis classifi- 
cation of melas also. Mukhari, which was accepted as the suddha 
mela by some later writers, by reason of its taking the lowest 
pitched variety of the svaras, is the eleventh msla in VidySrapjias 
list. So the concept of Mukhari as the suddha mela, could be said 
to have been conceived even as early as the 14th Century by 
Vidyarapya. It is possible that Rams matya followed Vidyarapya 
when he called Mukhari his suddha scale. The intervals such as 
panchasruti ri and da, shatsruti ri and da and chyuta panchama ms 
had already come into vogue during the time of Vidyarapya. 

Comparing the melas of Vidyarapya and Venketamakhi, we 
find that many of the melas of the former were later absorbed into 
the 72 melakarta scheme, sometimes with different names. Gurjari, 
second in the list of Vidyfirapyas melas became MayStnalavagaula 
the fifteenth in Venketamakhis melas. Nata and Varali became 
ChalanBta and Jalavarali, though in actual practise - they are still 
known as Nata and Varali. Sriraga became Kharaharapriya, 
Bhairavi became Natabhairavi, Ahari became Kirav&ni, Vasantha- 
bhairavi-Vakulabharanam, Suddharamakriya was renamed 
Kamavardhani, Kedaragaula - Harikambhoji, Hejjuji-G&yakapriya, 
and Desakshi - Sulini. The fifteen melas have been described, 
giving the svaras taken, the graha, nyasa and amsa svaras, the vadi 
samvadi, anuvadi, and vivadi notes and their ganakala. Vidyarapyas 
fifty janyas are placed under these fifteen melas. 

• Sangita Sudha-Ch II Verses 414-419 
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Another long, passage in the sangita sudha expresses Sri 
Vidyaranyas principles enumerated in the Sangita sara, regarding 
the procedure for elaborating a raga -Raga alapana. The six 
stages of raga alapana defined by him are Akshiptika, Raga 
Varuhani, Vidari, Siayi, Vartani and nyasa. The first is the 
introductory part of the alapana. The second, third and fourth 
together known as eduppu, is the main part of the alapana. 
Vartani is now known as tanam. and the last is muktayi according 
to modern practise. Vidyarapyas ideas on raga and raga alapana 
Fad a lasting and indelible effect on the development of the music 
■of later times. 

The Prakirnadhyaya of Sangita Sudha gives another extract 
from Sangita Sara dealing with a music performance and the 
qualifications of a musician, both as regards to theory and practise 
of music. 

The following are the doshas of a musician according to Sri 
Vidyarapya. Using, ungrammatical and uneuphonious words, 
*luggishness in applying gamakas to the padas or words, lack of 
knowledge of the lakshana of prabandhas, ignorance of the 
appropriate rasas of the ragas, not being able to maintain the 
underlying rhythm of the song and not being able to recognise the 
slightest rise or fall in the gati, not singing in the given stfiyi and 
not adhering to the ganakala niyama. One who does not avoid 
these defects will be considered to be an inferior singer or 
■“ Kevalagayaka ”* 

Vidyarapya now goes on to enumerate the gunas or requisites 
•of a good singer. He should possess a pleasing voice, 

* knowledge of where the song begins and where it ends ; he should 
Be well versed in the lakshanas of Raganga, Bhasanga, Kriyanga 
and Upanga ragas ; he should .be conversant with the ela and 
•other prabandhas, varieties of tana and alapti ; when he sings the 
mandra stayi notes, the gamakas should rise without effort; he 
."should have a good control over his voice and should be an expert 
in the suladi and other important talas ; proficiency in 
measuring the value of srutis and svaras is necessary, prabandhas; 
should be sung easily ; he should be a master of the varieties of 
prabhandbas like Suddha, Chayalaga and Sankirna and the various 

^^•Sangita Sudha. Ch.: Ill Verses 35-39 
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k»kus and gamakas and ha .trait be proficient in elaborating .ho 
„ti according .0 .ha ...yin (alankaras). Such » one who tax 
attained ... .haaa gnnat, can be raid .0 ba . protean. — 
according .0 Vidyarapya.* From .ha data « have of to ^angru. 
Sara, it is evident .ha. i. must have bean a verr.able mine of 
knowledge regarding the various aspects of music during 
f . urtcenth century. 

Music continued to grow in Vijayanagar under its kings 

S-2SS2K * 

After Bharatas Natya Sftstra. many works were written on the 
*“ ce „ f music, the greatest of .base being the Sang,.. Ratnakar. 
written in .ha 13th century. Both the Na.ya SSstra and Sang-wra 
Tn kara ware made inta.lig.bin by the man, comment.™. w.t.an on 
them Of these Kallina.has ■•K.allnidh.” is invaluable m giving 
an understanding of the theories of Ssrngadeva. 

That Kallinatha was proficient in dance is indicated by the 
He calls himself 

orthe visible deity of music. As he was skilled both 

was also called “Rayavayakara . Kallinatna s 
“mmentfry also speaks of some changes which were gradually 
appearing in the nature of ragas. The grama music and the grama 
“."as were slowly becoming obsolete. New musical intervals were 
emerging in practise with far reaching results in the music of the 
. T He explains the mirgi and desi ragas of Sarngadevn and 
lo give! some interesting details regarding certain other ragas 
Bhavani he says in used in the singing of the simagan.^ Gandhi , 
rked bv women and Pulindi is popular among hills mben. 
'oklara-m is sung during the ceremonial offerings » P-, 
Shadjabhasa was sung during worship. 

Kallinflthas work is exhaustive, giving a resume of 'thc^lop- 
men, K of music from the time of Bharau down ito b- 

in the Ratnakara. * 

. s „ g it. Sudh. Ch. HI Verses 40 - 44. 
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style of Music. The term Ugabhoga itself is a corrupt form of 
Udgraha, Abhoga, mentioned in, Sangitaratnikara and other works 
of the time. According to Kallinatha this style, had an important 
place in Vijayanagar music. Udgraha, dhruva, melapaka and 
abhoga are the four constituent angas of prabandhas, standing for 
the modern pallavi and charana, anupallavi, and any other additional 
-anga. Ugabhoga consists of the udgraha or pallavi and a series of 
verses following, like the abhoga of old. All these verses and the 
pallavi are sung to the same tune. Very often, these came to be 
sung during Bhajanas and Kalakshepas. They are closely akin to 
the modern kirtana. 

Many Ugsbhogas were composed during the 15th century by 
Kannada composers. This style is believed to have been taken to 
the north by the Karnataka vaggeyak§ra Gopala Nayaka, who was 
patronised by Alla-u-din khilji of Delhi. Many Ugabhogas which 
exist now belong to KallinSthas time. Kallinatha has also men- 
tioned the mela prastara which was suggested by SSrngadeva in the 
13th century, made more explicit by Vidyaranya in the 14th 
century and later on by Pundarika Vittala and R&m&matya (16th 
century) and finally perfected by Venketamakhi in the 17th century; 

Side by side with the development of the lakshana of music, 
there was great revival of music and religion in the empire. Many 
old prabandhas mentioned by earlier writers fell out of use. Music 
now came to be used as a happy medium in the social, religious, 
philosophical education of the ordinary people. Many great bhaktas 
like Madhvicharya, Narahari Tirta, SripadarSyaswami and 
VyasarSyaswarai carried the torch of knowledge to the people and 
helped in elevating the ideas of the masses. Srlpadarayaswami was 
the guru of Saluva Narasimha, emperor from 1485-1492. He him, 
self composed innumerable musical compositions like Ugabhoga- 
Suladi, Gita, Kirtanfis, and Prabandha and thus inculcated bhakti 
anti' right thinking in the minds of the Kannada people, who did 
cot know Sanskrit. 

No one before the coming of Purandara Dasa, has done 
jreater service to the cause of bhakti and sangita, and to the 
spiritual uplift of the masses than Srip&darSya. On account of his 
mastery of Sanskrit and Vedanta, his learning and devotion, he 
lwcame the spiritual guide of a large number of disciples. At that 
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time there was no common worship in the spoken i.ngu.ge of the 
people The religious, leaders of the time did not care to reach he 
people, by using a language which they could understand but culti- 
vated Sankrit and used it for worship. With deep .™ghl he ^reahsed- 
that it was musical compositions and not literary works winch 
could serve the people. For this purpose he composed sunple 
Jcirlanas in simple language, enshrining the best parts of Hin 
dharma and religion. He also made it a rule that a few he*arn5 
mas should be sung every day at puja. This was a very ltnpo 

step as it helped the simple worshipper to join the prayer service > 

which he could understand and follow. In course of time they also 
learned to sing them and found joy and spiritual solace while taking 
part in the worship. Thus the simple Kirlana achieved ,n a short 
time, what elaborate ceremonies and rituals could not accomplish. 
Other heads of mutts followed suit and soon the singing of kmanas, 
accompanid by cymbals and tambura became a common feature ot 
worship The kirlana had indeed came to its own. Thus the 
courageous act of SrtpSdariya sanctified the kirtana and gave it 
beauty and popularity. He himself composed many kirtanas with 
the mudra "Range Vittala” the best known among which te 
‘Durita gaja Panchanana. 

His' disciple Vyisarayaswami, was the Rajaguru to four succes- 
sive emperots, including Krishnadsvaraya. He had three distingui- 
shed disciples, Vtdirajaswami, Purandaradasa and Kanakadasa 
and they popularised the Disakiita tradition and Karnataka music 
in Udipi (South Karnataka) Pandarapura (North Karnataka) and 
KSginela (Central Karnalaka) respectively. They composed Gitas. 
Prabandhas and Uglbhogas. As we have seen before the Ugabhog. 
style become popular during the Vijayanagar period. The D.sakuta 
composers have left behind for the people in general, and for musi- 
cians and music lovers in particular, a great legacy of song lore 
behind them to elevate and enlighten the minds of the people. 
These songs are today a part of every household and every music 
performance in the South. 

We bow come to the Augustan age in the History of Vijaysna- 
car With the ascension of Krishna Deva Raya to the throne in 
1509 a new age began in the History of literature, and arts like 
music, sculpture, archileclure and painting. Though these received 
the generous patronage and aid of the earlier emperors o 'J® ya ' 
nagar we can say that it was during the reign of Krishna Deva Raya. 


that they reached the height of their glory. It was a great epoch in 
South Indian History. Under his benevolent rule, the country 
became prosperous, the people happy and hence the arts flourished. 

During his time Vijayanagar became the venue of great 
literary figures. Himself a scholar, musician and a poet, he loved 
to gather round him philosophers, musicians and religious teachers 
whom he honoured with gifts and money. Patronage was extended 
to all languages, Sanskrit, Telugu, Tamil and Kannada. Krishna 
DfevarSja was also an expert player on the Vina, having been 
taught by Krishna a great scholar and musician who had 
specialised in the art of playing the Vina. It is said that Krishna 
-DevarBya gave him a costly pearl necklace and other jewels as 
guiu dakshina. He was loved by all people irrespective of caste, 
creed or religion, everyone claiming him to be their leader and 
protector. His reign lasted from AD. 1509-1529: 

The Cultural aspect of Krishna D&va Rfiya’a life may be 
assessed from his patronage of the arts his generous endowments 
to temples and religious institutions and his gifts to learned 
Brahmins and musicians. His deep sense of right and wrong 
and his devotion to justice is seen in his 4 Amuktairfilyada.” His 
humanity and bis respect for poets and art is seen from the fact 
that he once helped to carry the palanquin of Peddanna the Telugu 
poet, whose ankle he himself adorned with a Kaviganda Pandora. 
Apart from all this Krishna D t va Raya himself was a scholar and 
poet of rare merit. He was also an accomplished musician as is 
seen from the Krishnapuram epigraphs. His poetical scholarship, 
religious toleration and his patronage of poets, music, and dance 
converted his imperial court into a variable heaven on earth. 

There were many sanskirt, Telugu and Kannada poets, 
dancers and musicians in his court. He had a deep love for dance 
for which he built a grand theatre. Here dancing girls performed 
and delighted him on festival days and otherwise. These dancing 
girls kept the art of dance alive. Sculptures of these dancers in 
the various temples which still exist, show that these are perhaps the 
most beautiful ones in Vijayanagar specially in their gracefulness of 
form, beauty, and postures, and purity of expression. 

Bandam LakshminfirByana was a great musician and 
lakshanakara, who adorned the court of Krishna Dfeva Raya. So 
his time can be said to be the early part of the 16th century He 


wrote the work called “Sangita suryodayam ” and dedicated it to 
his patron. The introductory verses in the treatise tells us of king 
Narasimha and his son Krishna Deva Raya and his conquests. 
His guru was Vishnu BhattSraka. Lakshmi Narayana also had 
the titles “Todarmalla” and “Rayavayakara. ” RayavayakSra 
is a corrupt from of Raja Vaggsyakara, which means one who i s 
prohcient in composing the matu or vak (words) as well as dbatu 
or geya (Music) of a song i. e. a composer. His work consists of 
five chapters, dealing with tala, nritya, svara and gita, raga 
and jati, and Prabandha. He was also the nStyacharya -in Krishha 
Deva Rayas court. The emperor had such a high regard for this 
writer, musician and dance master that he presented him with all 
the royal insignia, elephants, gold palanquin, two white parled 
umbrellas and mallsri vadyas. 

There were many musicians and composers also during the 
glorious days of the Vijayanagar empire. We can say that 15th 
and 16 th centuries were noted for the large output of musical 
compositions, mostly belonging to the realm of sacred music. Just 
as great religious teachers were sent to the earth from time to time 
to guide humanity towards the path of righteousness and truth, so 
also Gods chosen minstrels were sent into the world to give to the 
people spiritual solace and aesthetic enjoyment. Among those who 
thus appeared are the Talappakam composers, Vyfisaraya, 
Purandara DSsa, Kanakadasa and Vadiiija, all of whom belong to 
the time of Krishna Devaraya. Of these Talappakam Annama- 
charya, lived from 1424 to 1503 AD and belongs to reigns of Deva 
Raya I, Deva Raya II and the k'ngs who came after them till the 
time of Veera Narasimha (AD 1507) who bequeathed his throne to 
Krishna Deva Raya in 1509. Being the forerunner of a long line, 
of musicians and composers, a study of his life and contributions is 
taken up here. 

Annamacharya is the first among the Andhra Vaggeyakars. 
He was called “ Padakavita pitamaha” and “ Sankirtanficharya”. 
He was born in Talappakam in Cuddapah District. ■Compelled by 
a great devotion to Sri Venkateswara of Tiruppati, he left Talap- 
pakam at the age of sixteen and went and settled down in that 
place and spent the rest of his life there composing sankirtanams 
and devoting his time to singing and dancing before .the Lord. ' He 
is believed to have composed 32,000 kirtanas. These are of two 
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types. Adyatma Sanklrtans and Srngara Sanklrtans. The former 
•re purely devotional composilions while the later deal with 
•rugara or maoburabhakii. This was a cult in which God was 
visualised through dignified love, that is, by treating God as the 
nayaka, the devotee as the nayaki and sakhi as the preceptor or 
guru. Worship of God in the nayaka-nayaki bhava was considered 
lo be one of the sreshta margas and compositions based on this 
doctrine were brought forth in large numbers during this period. 

Annamacharya’s adyatma sanklrtans are ordinary kirtanas 
breathing the fragrance of Bbakti, but his Sringara sanktrtans 
express ihe madburya or sweetness oflove to God. These Compo 
smons are important in the evolution of musical compositions as 
they are considered to be the forerunners of the later kritis and 
padams. The sanklrtans have mostly the divisions udgraha and 
dhruva. Many of them have melapaka. By the time of Annama- 
charya, these names for the angas of a composition fell out of'use 

and alternative terms like pallavi, anupallavi, charana and (addi- 
tional angas like) chitlasvara and svara sahilya came to be used 
The mudta of the composer is usually found in the last part. The 
occurance of yati and prasa is scrupulously maintained in ail Ihe 
compositions. He has also introduced many varieties of composi- 
lons, under his sankirtanas such as Daruvus, Cbandamsma- 
padamulu, Yeiapadamulu, Jakula padamulu. Gobbi padamulu and 
Ardba Chandrikulu. These are all compositions coming under 
sacred music and the term padamulu is here used only to denote a 
devotional song. Annamacharya has also written a treatise giving 
the lakshanas of these compositions. 

From the sankirtanams which have been discovered so far, we 

*ee that he used about sixty ragas. Ragas such ai Ahiri, Padi 
Mukhari, Sankarabharana, Sri, Samanta, Kambhoji, Bh’airavi,’ 
Bauh, Ramakriya, Varali and Lalita are frequently used. Some 
ragas used by him like Abali, Amarasindu. GitanSta, Telugukam- 
bboji Dcsalam, Bauliramakriya, Mukbaripantu, Menchabauli 
Samantam, Salagam and Kondamalahari have become obsolete. 
Ragas like Todi, KaljSni, Anandabhairavi, Arabhi, Sabana, Surati 
PoorvakalySni and Bilahari do not figure in his compositions, 
probably because they came into use only after his time. Among 
his sanklrtans, we also find folk tunes of old like Laii, Suwi 
Uyjala, Jola, Sobhana, Vaibhoga, Nalugu, Jejfe and others. The 
S&hityam is important in these compositions. 
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Aoaam.chlrjas kirta ““' chinn ai>a. w«e inscribed on 

Thirumalacbarya and hu B '“ ds0 „, Ur known as SanVmana 
copper plates and preserved m ; The lex t of these 

Bandaram in the Tirumala, temple at for which the 

atone ate available. Each »“ P f“^W«n. Outside the bh.ndaram 
raga alone is given. The tala ts no g stoll5 . He ts seen 

U seen a of Ann.mmae arya cub on^ ___ ^ ^ The 

dancing and singing in ecstasy »» instrument, came 

" ,bo “ u 

century. 

set during the reign or Krishna r tht Qit, Govinda. 

many poetical works and a e , ikc Ws rather. His son 

He was also a composer of sank nu mraic in South 
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Vyasar&yaswami the disciple of Sri Pftdarayaswami was the 
precepter of four Vijayanagar kings including Krishnadevaraya 
He was the founder of the VyasarSya mutt. He was greatly respect- 
ed by the Vijayanagar kings especially Krishnadevaraya, who it 
said to have offered to him his own Royal throne. Vyasaraya hat 
to bis credit many poetical works in Sanskrit and many kirtanas in 
K&narese. Hit kirtanas which are full of devotion to Srikrishna, are 
still sung. 

Illustrious among Vyasariyas disciples was Purandaradasa, a 
composer and singer of great eminence. He also belongs to the time 
of Krishna Deva Raya. He was born in 1494, a few years before 
the passing away of Annamachfirya. His Kirtanas show that he wat 
greaily influenced by the compositions of Annamach&rya. Bora of 
rich parents and being placed in affluent circumstances he for a time 
forgot the spiritual mission for which he was born. For thirty years 
he followed the family tradition and it was through his pious wife 
that he was brought to bis senses and made to realise the futility of 
riches and the sublime glory of a life dedicated to God and huma- 
nity. His inexpressible grief at having thrown away thirty precious 
years of his life in vain persuits is seen in his first song “Mosihode- 
nello” in Atana raga. 

Purandaradasa, was more a great preacher than a musician. 
But in order to make his preaching and teaching more effective he 
composed thousands of kirtanas, which he used in his discourses- 
His soul stirring kirtanas are replete with the sweetness born of great 
devotion. Purandaradasa used only well known rfigfts and simple 
tilas for his compositions. They were composed not to exhibit his 
erudition or his musical genius, but they were meant to be merely a 
vehicle for propagating religious and moral principles. Hence he 
affected a very easy style of language and music. In one of his songs 
“Vasud&vanftmivaliya” in Mukhari raga, he says, that he composed 
4,75000 padas. 

Apart from his kirtanas, he has also done much for the develop- 
ment of music. His kirtanas are all in Kannada, his mother tongue. 
The language is so simple that the most illiterate could understand 
it without effort. Enshrined in the songs are the great philosophical 
truths of the Vedas and Upanishads. He is believed to have created 
a revolution in the methods of teaching music. In earlier times 


Jorl. A— 6 



™sic was imparted wflboal anf P '° P " It Purandara- 

washc, special paddhadi (o, t«ch,»g * „«s»rv. composed 

d5 sa. .ho *». W* 

the graded exercises tQ thc 8tudent a good 

jiladis and Thc „ el hod, which he maogu 

grasp of svara, srut , ' . Thus p ur andaradas laid 

ra ,ed „e W ,o.ed to * Kaenatic music 

, be foundation for^h' „ ercise! . a ,ao k4 ras, Pi.lati .«£ 

on a sound basis, n b ideal comp0 sinons, for 

^»“^“ E,,as :.t,::xCaX:rx » f z r 

a beginner to master disciples to first master these 

Tjagardja ins«=d on o ^ kiJ klilj! . The krill. which 

exercises before <>“» , Ilet be said » have originated 

I'th "adds. Rightly fas he bee. eatied the - Ml C.n. - 
,„d « KareStaka Saagita Pitamaha 

some of hi. kitten., which ha.e -* ha.e 

given joy and solace .0 many mustc.ans and bhak.as are . 

* mnninnadhy.na - » K.a.d. 

Harismarana . in Yamon.k.lyan. 

Srikantaytnagishtu - in Kanada 
Moshoden^llo - in Atana 

Sakalagrabapala - in Atan * 

Nandatanaya - in Bimp * 

Yare ranga • Hmdo am 

Kaliyugadalli - Jan J huU 

Jagadodarana - Kapi 

A no,her member of the ” 

* contemporary ofPorand^rad hc „ as plKe4 well 

was a Kuruba by birth. L> an officer under the king of 

above want as his father Blrapp Timmappa, but it was 

Vijayanagar. He « ‘ ° r ^”’ y discovtre d a heap of gold in a 
changed to .0, because be 

:. T ;C a tempie worship, bu, more because be 
thought that temple building was a njentonoul 

For a long time he had L*j> ‘ 0 f his mother and 

— battle field. He .. 


15 


believed to have been Tevived and blessed by the Lord Kyava 
fcimself. The song which followed, refers to this incident. 

*‘Easa ninna charana bhajane asayinda maduvena 
DoharSsi nSlamadu sri la kesava." 

He now went for his final initiation, to VySsarfiya, who was 
Teluctant at first to accept a man oflotv caste and allow him entry 
into the holy, precincts of the Mutt. But later understanding his 
Teal and sincere devotion, he accepted KanakadSsa as a member 
of the mutt. This caused much dissatisfaction among the other 
■disciples and so VySsaraya, to demonstrate his real worth, asked 
them thfc question “ who is worthy to go to heaven.” Kanakadasa 
was the only one who gave the answer “ Nannu hodare hodanu ”, 
meaning “ if I should go, I go.” The other disciples thought that 
Kanakadasa meant that only he was worthy of going to heaven 
and were very angry at what seemed to them was his presumption. 
■Only when he told them that ‘nannu’ or ‘I’ meant self or ego, 
tould they understand his greatness. Many such incidents proved 
to the people that he was indeed a great bhakta and that be had 
personal touch with God. , 

Kanakadasa was a great reformer as well as a gified composer. 
He was deeply interested in the uplift of his own backward commu- 
nity. So he went to them and exhorted them to give up their cruel 
•ways and to live a God fearing life. In order to make a greater 
appeal to them, he composed many simple kirtanas and taught them 
to the the people and made them sing them constantly, thus gradu- 
ally chastening their spirit and outlook. They soon became ardent 
worshippers of Vishnu. 

KanakadSsa visited many temples. Very often because of his 
low birth he was denied entry into them. But on all these occa- 
sions, he was granted darsan due to the direct grace and interven- 
tion of God. Thus the people came to realise that he was indeed a 
great bhakta, specially favoured by God. He visited many sacred 
places like Tiruppati, Udi’pi, Bel Dr and finally came back to Vijaya- 
nagar. In every place he visited he sang Kirtanas in praise of the 
■deities of the temples. His songs bear the mudra K&ginela krishna. 
But the songs composed in Belur, have the mudra Velapuri krishna 
Through his kirtanas and his teaching and his own exemplary life 
Kanakadasa, did much to elevate the social and religious conditions 
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proficient in argument and debate. He was also an adept in the 
Chatushashti kalas. He could compose songs and poetry extempore 
in Sanskrit and Kannada. He has composed thousands of Kirtanas. 
His talent for writing and composing blossomed fully under the 
influence and guidance of Vyasaraya. 

It was Vadiraja, who systematised the worship of Krishna in 
the eight Mutts of Udipi. As Sripadaraya and Vyasaraya had 
done, he also made it obligatory to sing Kirtanas of the Haridasas 
during worship. In these eight mutts, it was a speciality to sing 
more of V&dirSjas compositions. A padam which was rendered 
often was “Lakshmi Narayana Jaya, Lakshmi Narayana.’’ This is 
a highly devotional composition and all the bhigavatas took part 
in singing and dancing to it, to the accompaniment of drums and 
cymbals. 

Vadiraja visited many places worshipping in the temples, 
regularising and reforming the worship there, composing kirtanas 
in praise of the deities and inculcating Bhakli in the minds of the 
people. At Bolur, he composed the kirianas “ BegaOaro, b&gabaro, 
Vfelapurada Chinna” in Anandabhairavi raga and adi tala and 
“Ananda may age" in Surau raga, ata tala. Later he came to 
Tiruppali, on the Ramanavami day and the song *• Sevakan&lii 
nanu ninnaga p4da seve ’’ was composed in Madhyamavati raga. 
The song “igaio innadagalo " in KedAragauia, Chapu tala, 
expresses in very simple language his vision 01 Vaikunia. His 
Kirianas are all full of childlike devotion and are masterpieces of 
of literary and musical ariuiry. Many ol mem refer to various 
miraculous episodes in his life. 

Towards the end of his life, he returned to Swili his native 
village. He was now very weak, but still continued to perform hi's 
duties as usual. People thronged to him for hi* darsain and 
blessings. He had previous knowledge of his coming death. It is 
believed that he was translated to the next world in vimana which 
ascended the skies with his radiant form. Thus passed away one of 
lodias great sons after a long life of devotion, love for the people 
and service to all. His kirtanas composed for the joy and enligh- 
tenment of the masses will live for ever. 

The above mentioned Karnataka musicians and composers, 
belong to what is known as the DasakuU. Sripadaraya, 
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Kallinltha, the Commentator of Sarngadsvas Sangitaratnakara, and 
also because he was very well versed in the theory and practice of 
music. He was also conversant with the earlier lakshana grantas. 
So he undertook the work and completed it on 21st August 1550 
A. D. 

• Ramamatya, began this work fully realising that the various 
stages of musical progress are not the inventions of the learned few, 
forced upon and adopted by the uninitiated many, but rather the 
summing up arid organisation of the practises by the former, and 
the usages to which the later had arrived by instinct. At the very 
outset, Ramamatya emphasises the importance of lakshya or 
practise, which he took as the guiding factor for his writings 
Lakshana he said, should follow lakshya and not vice versa. 

His work consists of five chapters including a preface. The 
topics he has treated of are svara, veena, mala and raga. The 6rst 
chapter gives the pedigree of Ramaraja and also the authors 
indebtedness to his patron. He also tells us of how he came to 
write this work. The next chapter deals with the usual topics 
dealt with by earlier writers such as n&dotpatti, svara, sruti and so 
on. The third chapter on Vina is important, as it is here we find 
the modern Vina almost in its present form. To Ramamatya goes 
the credit of having simplified the twenty two stringed Vina of 
Ssmgadsva into the four stringed one. It is here 
wc find the incorporation, for the first time, of the tala-cum-sruti 
strings. He describes three kinds of Vina the Suddha mela Vina, 
the madhyamela Vina and the Achyuta Rajendra mela Vina. Of 
these the tuning of the madhyamela Vina is exactly like that of »he 
modern Saraswati Vina. The six frets are capable of producing the 
notes in the three octaves. 

The mela chapter gives us a new conception of melas. Like 
Vidyaranya, Ramamatya also gives us the classification of ragas into 
mela and janya. His m^las are twenty in number, using antara 
g&ndhara and kakali nishada and also chyuta madhyama ga and 
Ghyutasliadja ni. But he says that if the latter two are deemed to 
represent antara ga and kakali ni, then there can be only fifteen 
melas. The remaining five will be implied in the fifteen. His ragas 
are also classified into, uttama, madhyama and adhama ragas, a 
classification Which we don’t find in any other work. Superior ragas 
are free from any admixture of other r&gas. In other words they are 


pure rasas. They are suitable for singing compositions, raga Slapana 
and tana. These are twenty Madhyama or mediocre ragas are 
fifteen and they are suitable for compositions alone. Adhama or 
inferior ragas are plentiful and they only attract the common 
people. They are not of high cia'sical value and are not suitable for 
taya, alipana and tana. They may be said to be light r8gas. He 
ends the chapter by describing these ragas with the svaras taken by 
thfiD, their graha, nySsa and amsa svaras and the g8na kaia for 
each. 

1 

In describing the ragas, he has taken into account, only three of 
of the jati, or r&ga lakshanas of Bharata and Sarngadeva. 
This may be because slndava, andava and antaramarga had attain- 
ed individual status as janva ragas. by ibis time. Moreover in 
ancient times, when there were very few or no compositions to 
practically illustrate the lakshanas ol ragas, it was necessary to list 
the lakshanas to aid the student of music to study the ragas. But 
by the time of RamamMya, there was a spate of compositions 
created by the DasSs, and the Talappakam composers 
and various others, which helped the student or musician 
tc acquire, by the study of these, a practical understanding of ragas 
*nd their various characteristics. Hence it was not very essential to 
analyse a raga under these various lakshanas. When a student 
mastered a few compositions in a particular raga, he would auto- 
matically grasp details like mandra. tara, alpatva, bahutva and so 
on. Apanyasa sanyasa and vinyasa arc merely subdivisions of 
Nyasa. So Ramamatya deleting all these, retained only the three 
important ones, Graha, Amsa and Nyasa. 

n Ram&matyas work is considered to be one of the standard 
works on music, giving briefly the salient features of the music of 
his time. In the history and evolution of Music it occupies a very 
important place, specially in the treatment, of m&la, raga and the 
Vina. Hence, he deserves a place among the great and illustrious 
write.-s, who have enriched our musical heritage, and helped in its 
development, as one of the great musical systems of the world. It 
is these iakshanakaras, appearing from time to time on the firma- 
ment of music, who have shed much light on the theory and prac- 
:tse of music of their times, thus helping us in piecing together an 
m interrupted story of our music. 
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Ramarajas rule came to an end in A.D. 1565, when he and his 
• brothers led the Hindus against Muhammadan powers, who had by 
this time formed a strong alliance among themselves. During the 
historic battle at Raksastangdi, the Hindus were totally routed and 
Ramaraja himself was killed. Vijayanagar was partly distroyed by 
the Muhammadans. But soon the Hindu empire recovered itself, 
and in 1570 Tirumala of the Aravidu line, proclaimed himself 
emperor. After him came his sons, of whom Venketa II was the 
greatest. After the death of Venketa II, the empire passed on to 
many rulers, but they found it impossible to restore to Vijayanagar, 
its early glory. Due to the treachery of feudatories, and the revolt 
of the Nayaks of Madura and Tanjore and the rulers of Mysore the 
empire gradually dwindled in size, till finally it was completely 
destroyed by Tippu in 1786. 

The contribution of Vijayanagar to the growth of art and 
music was considerable. The kings were greatly interested in the 
development of the various arts and were themselves proficieht in 
music. Due to their interest and efforts, music and musicians 
flourished in the empire, and many treatises on music were written, 
and innumerable compositions were composed. Many temples and 
monuments in Kumbakonam, TiruvannSmalai and Chidambaram 
and the forts at Vfellore, Jinji and Chandragiri bear witness to the 
fact that the arts like sculpture, archiecturc and painting also were 
greatly encouraged by the emperors of Vijayanagar. Due to the 
fall of the empire, many musicians migrated to the South, to 
Tanjore and Travancore, where there was peace and prosperity 
» which arc necessary for the blossoming of any art. The rulers of 
these states were enlightened and highly cultured men and hence, 
• the traditions and usages which were inaugurated in Vijayanagar 

were continued in Tanjore and Travancore, and later in Madras and 
Mysore, which places became seats of music in the 1 7th, 18th and 
1 9th Centuries. 
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